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Popular representations of development need to be taken seriously (though not uncritically) as sources of authoritative knowledge, not least because they are how most people in the global north (and elsewhere) encounter development issues. To this end, this paper presents three clusters of films on development: those providing uniquely instructive insights, those unhelpfully eliding and simplifying complex processes, and those that, with the benefit of historical hindsight, usefully convey a sense of the prevailing assumptions that guided This paper is a product of the Poverty and Inequality Team, Development Research Group. It is part of a larger effort by the World Bank to provide open access to its research and make a contribution to development policy discussions around the world. Policy Research Working Papers are also posted on the Web at http://econ.worldbank.org. The authors may be contacted at d.lewis@lse.ac.uk, dennis.rodgers@glasgow.ac.uk and mwoolcock@worldbank.org. and interpreted the efficacy of interventions (whether of a military, diplomatic or humanitarian nature) at a particular time and place. The authors argue that the commercial and technical imperatives governing the production of contemporary films, and popular films in particular, generate a highly variable capacity to accurately render key issues in development, and thereby heighten their potential to both illuminate and obscure those issues.
Introduction
The wide-ranging and intrinsically public nature of development means that coming to grips with broader, more popular understandings of the concept is critical to improving the way development policies are conceived, debated, implemented, and assessed. Partly for this reason, we made a case in an article entitled "The Fiction of Development" that novels ought to be considered potentially valuable sources of information about development, since they both supplement and challenge more familiar forms of academic or policy knowledge, and may also qualify or even overtly challenge mainstream thinking about knowledge authority (Lewis et al., 2008) . In that paper, we limited our discussion to literary fiction, but we recognized that other forms of fictional representation, such as films and plays, also constituted important communicative mediums for addressing key themes in development.
Building on some of the insights of our earlier article -and as promised in one of its footnotes -this paper extends our arguments to the interface between cinema and development. 2 This paper aims to introduce the subject of cinema and development as a potentially fruitful area for future research, and using some brief and selective examples, to draw out some preliminary insights. In recent years, for instance, relatively popular films such as Blood Diamond (2006) and The Constant Gardener (2005) have told stories that attempt both to entertain and to engage audiences with important global development issues. What is distinctive about how development issues are rendered in such films, as compared with scholarly publications and policy reports? We do not attempt to be comprehensive and -as was also the case in our previous paper on literature -make no claim to be drawing upon a "representative" body of films about development. 3 Rather, the paper draws on a range of personally selected historical and contemporary examples, which include both Western and some developing country films, in order to explore the power and limitations of cinematographic representation as an(other) authoritative source of development knowledge.
Our focus is principally on drama rather than on documentary forms of film. 4 We write primarily from the perspective of development studies and we do not engage in any depth with film theory in this paper, but we hope that this exploratory work can help to stimulate such a conversation. We are also acutely conscious that our selection is drawn primarily from popular films that have been influential in the global north. We hope to encourage further work that can give due coverage to films from India, Nigeria, South Africa, South Korea and elsewhere, many of which explicitly address development issues. These clear limitations notwithstanding, for present purposes we focus on three key issues, namely:
(i) The nature of film as a representational medium for development concerns;
(ii) Some of the potential pitfalls associated with film as a representational medium for certain specific development-related issues and contexts;
(iii) The way that cinema shapes, but also fundamentally reflects, popular conceptions of development in the West.
What we hope to show is that, like any form of representation, film brings both strengths and limitations to the ways that it conveys complex issues. 5 Although we argue that films can be a legitimate and potentially important medium for representation, both intrinsically and instrumentally, we also highlight issues and problems in the underlying nature of their particular representational power, as well as the inherent ambiguities associated with films as fundamentally contextualized forms of representation. Awareness of these strengths and limitations is especially important for teaching development, given the increasing incorporation of film into university classroom discussions and online debates. become an aid worker in Ethiopia, participating in events reminiscent of the Ethiopian famine of 1984-85 and the international humanitarian relief effort that followed. It was marketed with the rather dismal tag-line "In a place she didn't belong, among people she never knew, she found a way to make a difference". The film was neither a critical nor a box office success, but it did attempt to raise some important issues about the politics of aid along the way.
Film and development
More common, however, are films that engage tangentially with a variety of broader development issues -war, conflict and violence, humanitarianism, commerce, poverty, politics, and more -as part of their setting or plot. One trope that emerges very frequently, however, is contentious interaction between people from rich and poor countries. Indeed, the divide between rich and poor -or more precisely, between Westerners and "locals", as most of the films we discuss tell their stories from a Western point of view -is arguably the key concern in most films that can be categorized as "development films". Weaving his way into this contentious mix is Daniel, the film's lead indigenous actor but also high-profile critic of the government's policies, who for his efforts is repeatedly beaten and imprisoned, thereby jeopardizing the film's tight production schedule.
Even the Rain has many messages, but a central one is that while the characters and contexts may change, powerful people fueled by appropriate combinations of ideas (progress, efficiency, aspiration), interests (money, fame, salvation), and material resources continue to wreak havoc on the less powerful. These tumultuous processes, however, are not just driven by those with money, connections, and guns against noble, innocent villagers, 9 but are also grounded in orthogonal cosmological and epistemological understandings of the purpose(s) and mechanics of life. In a particularly powerful scene, an episode from the sixteenth century encounter is being re-enacted wherein a band of indigenous women and their children are chased into a river by Spanish soldiers and their attack dogs. The director, Sebastian, explains to the actors how, facing a certain and gruesome death, the women chose to drown their children, preferring the trauma of murdering their own flesh and blood over experiencing the even greater trauma of watching their innocent children be mercilessly butchered by swords and teeth. In order to be faithful to the historical account, Sebastian informs the women actors, they should run into the river carrying their children, at which point filming would momentarily cease while the screaming children are replaced by dolls, and the women would then simulate the drowning of their actual children. "Don't worry, nothing will happen to your children -they won't even get wet", Sebastian reassures the mothers, "but we need you to do this because this is how it happened". Unable to even conceive of taking such actions, let alone willing to "act" it out for monetary gain, the indigenous cast members simply walk off the set, leaving unfinished a pivotal scene in Sebastian's steadily unraveling film.
The potential pitfalls of cinematic representation
The popularity of cinema as a form of entertainment is often assumed to derive at least in part At least part of Slumdog's success was due to the reduction of global distance.
Western audiences today are more familiar with Indian society than they were 25 years ago.
From this perspective, we need to consider critically how films reflect specific developmentrelated societal trends and issues. Indeed, one could even argue that it is misleading to view such popular films as authoritative repositories of knowledge. 11 Two films that center on urban violence in Latin America highlight this issue particularly well. The first is City of God Directed by the Nicaragua-based Frenchwoman Florence Jaugey, it has not been distributed as widely as City of God but has been extensively lauded in the media and at independent film festivals all over the world, and was Nicaragua's submission for the 2011 Best Foreign Film Oscar.
City of God was one of the first films to bring the critical development issue of
Brazilian urban violence into the Western mainstream, and has without doubt helped put the subject on the public agenda. Such is the power of the film that it is frequently shown in North American and European university settings as a quasi-documentary, despite the fact that it makes no claims to being a veridical depiction of Brazilian urban violence. As Armstrong (2009: 85) has pointed out, "American and European reception of creative art from the developing world is usually framed by the assumption that it has a testimonial value and points to a collective condition", and it was in this way that a short excerpt was used (without forewarning) at an academic conference attended by one of us (Rodgers) in 2003 in order to introduce the general theme of the paper he was presenting on gang violence in Nicaragua.
The problem, however, is that the film is not a documentary. Although City of God draws on a semi-autobiographical novel of the same name published in 1997 by the Brazilian author Paulo Lins, 12 and its basic storyline plausibly depicts the evolution of organized gang violence in the Cidade de Deus suburb of Rio de Janeiro between the 1960s and the 1980s, the film is also riddled with stereotypes that both project and confirm certain critically flawed ideas about gangs and gang members, that have moreover long contributed to preventing sensible public action being taken to tackle gang violence all over the world. 13 For example, Similarly, inequality is tackled by bringing together the film's eponymous heroine with a university student from Nicaragua's very small -and not terribly significant, at least from a sociological point of view -middle class rather than juxtaposing her life with that of an individual emanating from the country's shockingly venal elite (see Rodgers, 2008 ). As such, the film can be said to offer an incomplete and indeed rather particular consideration of what is perhaps the most fundamental dynamic of contemporary Nicaraguan society.
Although critical of the yawning gap between rich and poor, in representational terms it arguably misses its target, as the film's central protagonists all tend to correspond to exceptional rather than archetypal characters within Nicaraguan society.
At the same time, Jaugey obviously plays hard and fast with the fabric of social reality in order to bend it to the needs of crafting a clear and deeply empathic fictional narrative, and succeeds very well in this respect, for the film's storyline is both engrossing and empathyinducing. Its nature is however slightly off-putting for anybody who has a prior knowledge of The March (1990), a serious and ultimately tragic satire about famine, humanitarianism, and the West's relationship with the South, is a brilliant teaching tool to shock romantic students into realizing that the primary imperatives guiding the development business are rarely idealistic. Although by no means a new point, it is one that is rarely discussed explicitly in academic -and even less policy -texts, and The March provides excellent dramatic insight into the issue. But this power is extremely seductive, and in the same way that the narrative sleights of anthropologists -"I've been there and you haven't" -and the mathematical mystification of econometricians enable them to authoritatively bulldoze over underlying deficiencies in their academic texts, it means that cinematic representations of issues and situations are often not challenged, especially when films are popularly acclaimed. 17 In this respect, The March sometimes verges on caricature. Many of the details that it offers -such as those concerning the workings of the European Union, for example -are plainly wrong, but have been clearly modified in order to tighten the narrative structure of the film. But then, as Mark Twain (in)famously put it, one should "never let the facts get in the way of a good story", of course.
Films as popular representations of development
This final section discusses some of the ways that film has both represented and shaped ideas about the development encounter in the popular realm. Film, we argue, like literature, has played a role in the ways that public understandings of development have been historically
constructed. This is of course a very large subject, and we choose to approach it selectively through a short case study of a sub-genre of films within a moment of Western cinema during the first half of the 1980s. From the work of Edward Said (1978) on "Orientalism" onwards,
we have become aware of how the construction of the colonial "Other" is inherently tied to the construction of notions of selfhood within the colonizing "Self". This idea continues to resonate with those wishing to understand how Westerners encounter and view the rest of the world, and films can clearly help us to understand how the framing of North/South relationships has evolved and changed, reinforcing or attempting to challenge dominant ideas and stereotypes among their audiences. Smith and Yanacopulos (2004: 660), for example, argue that the "public understanding of development" is a difficult area for study precisely because development itself is a contested subject, and "the fact that there are multiple public faces of development reflects a complex situation about which we have relatively little understanding". Film, we would argue, is a useful place to start in order to see such complexity in action.
We find it significant that during the early 1980s, a crop of left-of-center yet mainstream popular action thrillers started appearing in cinemas. These all shared a common but arguably new set of anxieties about the changing relationship between the West and the "Third World", and took as their central narrative the idea of a Western citizen (normally a journalist) thrown into an unstable or threatening situation in the developing world. 18 Three 19 The central Western character -respectively played by Jack Lemmon, Nick Nolte, and Mel Gibson -initially has little interest in the situation around him, but is slowly forced by events to engage more fully and even to take sides in the struggle for justice within the conflict encountered.
Missing ( In Missing, for example, Charlie, the idealistic "anti-establishment" young American writer -naïve, but curious about the world about him -is living in Chile with his wife Beth.
Traveling outside Santiago, Charlie is trapped by the coup, and the film retrospectively follows his efforts to get back safely through the maze of Chilean army check points and encounters with dubious US undercover agents. We know that Charlie did not return, and is listed by the authorities as missing. Eye-witnesses report that he was arrested by the military, but the US embassy denies any knowledge of this and insists that he is more likely to be in where Price bumps into an American mercenary, Oates, who is used to changing sides regularly in local conflicts, and often does not even know if he is with the government or the rebels. The narrative then moves to Nicaragua, the next global trouble spot, where we meet boozy press man Alex and his journalist wife Claire, who are separating. When Russell is later taken to meet renowned guerrilla leader Rafael, Claire pointedly tells him that "the world is not divided into East and West any more, it is divided into North and South".
On the one hand, the Cold War period is spelled out through the idea of journalists and mercenaries moving from one war zone to another, indifferent either to the human suffering or the politics in which they are implicated. On the other hand, however, the film depicts a changing world order, in which the power play between East and West is becoming The film also brings a strongly cinematic view of development because it attempts consciously to be a film about "seeing", and tries to "sync" the visual medium of film with some of its ideas. The power of the visual/representation is revealed through the main character, a photographer, whose pictures are central to both the storytelling and the structure of the film, and issues of representation are framed in moral and political terms. Russell says at one point to a radical Nicaraguan priest he meets in a police cell, "I don't take sides, I take pictures", and is told by the priest to "go home" if he can't do more. The film also relies on the power of Russell's photographs for much for its impact. We are often shown significant events through the roving, obsessive lens of his camera, with the action suddenly frozen in a still that turns from color into black and white. This stylistic freeze frame technique recurs throughout the film, forcing us (and the characters) to look more closely at the details of poverty, injustice and violence, and perhaps at the same time revealing (and challenging?) the implicit exploitation within our gaze. 21 Here, the potential for connecting the study of between the production of a film and a development intervention. It is no accident that a film is normally described as a 'project', and is a venture that requires the top-down directed organization of a mixed group of insiders and outsiders into meaningful action and outcomes.
When they were asked to act out scenes that they found objectionable, the indigenous cast members of the film portrayed in Even the Rain simply walked off the set, just as community members may exit development projects which fail to meet their needs and resist policy decisions over which they have little say. There is therefore a fairly straightforward argument that can be made concerning the power of films as additional and legitimate forms of development knowledge, both because film is a popular medium, and because films are documents with a capacity for dealing with certain types of complexity and offering distinctive insights.
Yet there are also potential pitfalls and limitations that are apparent within this brief contribute to raising awareness and even politicization, there is often a high cost paid in terms of the relative lack of local voices.
In short, many of the films we have discussed here raise important problems that will need further elaboration than the brief treatment we have been able to provide: including the over-reliance on particular narrative imperatives, the seductiveness of film as a medium, the personalizing of politics, the selectivity of issues that are focused upon, the inability to address structural complexity, and the tendency for trivialization of serious issues within star actor vehicles. Despite this double-edged sword, the way cinema plays a role in shaping and reflecting popular perceptions of global development issues in the West cannot easily be ignored. Films set at particular historical junctures such as La Yuma may, as we have seen, display jarring anachronisms, but the film itself is of its time and speaks to its own present.
Similarly, The Year of Living Dangerously says as much about the growing awareness of a moment of globalization in the 1980s as it does about Sukarno's Indonesia in 1965.
As we attempted in our earlier paper in relation to the development novel, we have tried to argue in this paper that there are important opportunities for a closer engagement with film as a medium for discussing the ideas and processes of development. If it sometimes feels that the boundaries of acceptable development knowledge are being significantly narrowed by the current emphasis on quantification (e.g., the formal measurement of "impact", "effectiveness" and "results", the heightened attention to randomized controlled trials), it is instructive to recognize the value of films as an archive of popular ideas about the vicissitudes of development, as reflections of the prevailing societal zeitgeist, and last but not least, as powerful teaching tools for bringing alive and humanizing important, if inherently vexing, global issues.
Suggested Films on Development Issues
The following list represents a personal and idiosyncratic selection of films that we hope will constitute a starting point rather than an endpoint for anybody interested in exploring the cinematographic representation of development. With the exception of a couple discussed in this paper, we have limited ourselves to English-language films. 
